This paper discusses nihilism as it relates to contemporary urban multiculture in outer East London. It addresses how contemporary discourses on, and performances of, nihilism signal shifts in the constitution of urban multiculture. Attention is paid to acts of anti-sociability (and sociability) for what they reveal about contemporary urban rearrangement, and in particular the re-formation of urban multiculture in a moment defined by globalisation, virtual communication, ethnic diversity and neoliberal marginalisation. Through addressing discourses on, and performances of, nihilism the overall argument of the paper is for a renewal of the terms on which we understand and engage with urban multiculture, and for an appreciation of how relations between class, race and culture have shifted since key texts on the subject were published.
Introduction
On 12 th August 2011 conservative historian David Starkey aired his now well-known pronouncement on the British 'riots':
There are two things about these riots. On the one hand they are completely superficial. Someone brilliantly put it there [in the audience] 'it's shopping with violence'; it's merely extended commercialism … The other is that there has been a profound cultural change … What has happened is a substantial section of the chavs you [Owen Jones] wrote about have become black, the whites have become black; a particular sort of violent destructive nihilistic gangster culture has become the fashion and black and white, boy and girl operate in this language together, this language that is wholly false, which is a Jamaican patois that's been intruded in England. And that's why so many of us have the sense of literally a foreign country (Starkey 2011) .
While Starkey's assessment of young people as nihilistic was hardly new, his comments did raise important questions about how racialised and classed discourses on nihilism were shifting. Whereas the castings of civil disturbances as nihilistic had previously erased multi-ethnic participation to concentrate on black or Asian working-class young men (Alexander 2005; Solomos 2003 ), Starkey addressed its existence. He provided, from a white conservative and nationalist perspective, a window onto shifts in racialised discourse (Omi and Winant 1994:55; Fanon 1991:171) . He mapped blackness onto multi-ethnic rioters to explain the nihilism of those summer nights. The workingclass, racial and linguistic miscegenation apparent on his TV drew attention to the erosion of bourgeois English culture by a commercialised 'patois' he associated with rap music.
In this way, Starkey's comments on nihilism, to which we shall return, provided insight into the shifting framing of urban multiculture. This paper builds on this insight by analysing a series of discourses on, and performances of nihilism, that surrounded the release of the YouTube hip hop/grime video Kill all a Dem in outer East London, and by discussing what these revealed about the reformation of urban multiculture in that location.
To make this argument, the paper begins by locating itself in a tradition of sociological work on urban multiculture. It then addresses how nihilism as discourse and performance charts changes in urban multiculture, and how this analytic lens might be used to understand contemporary outer East London. A short methodology section outlines the multi-sited ethnographic approach adopted by the paper. The following substantive sections explore shifts in contemporary urban multiculture through addressing located discourses on, and performances of, nihilism. The conclusion argues for a reappraisal of the relations between class, race and culture and for the importance of ethnography in unpicking the contemporary moment.
Urban multiculture
In British sociology the study of urban multiculture is principally associated with a body of work conducted in the 1980s and 1990s that explored changes in urban youth culture through addressing key post-war shifts. These shifts included post-colonial migration, the ethnic reconfiguration of urban society in a post-industrial context, and its mediation through diasporic forms of culture, such as music (Back 1994; Gilroy 2000) . Early studies focused on the interplay between black (principally Jamaican) and white working-class youth cultures exploring how cultural syncretisms were formed (Hebdige 1987; Hewitt 1986; Jones 1988) . They addressed how struggles against racism and class oppression were mobilised together, and how black and white styles were borrowed and shared to make sense of young peoples' urban realities. Later work by Harris developed this analysis by exploring the local and diasporic connections maintained by British Asian young people (Harris 2006 ). Back's concept of 'neighbourhood nationalism' situated these syncretisms in urban space and addressed how new territorial solidarities cut across supposed racial divides (Back 1994 ).
Taken together, these studies of urban multiculture were concerned with: the 'urban' as a space in which culture is constituted; 'culture' as everyday, artistic and expressive;
and, 'multi' as the interface of these creative and situated dynamics with the racial reregistering of multi-ethnic Britain. These largely ethnographic works were, then, indispensible for understanding the re-composition of urban multiculture and for challenging naive and racist assumptions about urban life. However, their insights do not exist in perpetuity. In contemporary outer East London, urban culture has passed through two additional decades of syncretism and class and racial fractures are marked in different ways. Global youth culture has expanded, 'super-diverse' demographics are more common and virtual and digital media has reshaped the experience of territoriality.
This paper is concerned with these shifts. In order to explore them it employs the conceptual language of performativity (Butler 1988; Gilroy 1993) . Building on the concerns of the studies above, performativity allows the paper to engage with the ways in urban multiculture has continued to change. As will be demonstrated, it allows the paper to address how discourses on, and performances of, nihilism in outer East
London were acted out from certain racialised and classed socio-historical scripts (Butler 1988) , how these scripts were constituted in the context of diaspora (Gilroy 1993) , and how these acts 'cited' and exceeded what came before (Derrida 1976 ).
Discourses on, and performance of, nihilism
To address these, it is necessary to foreground the sociological histories of which they were part. With regards to discourse, the framing of urban young people as nihilistic is 
Methodology
To explore nihilism and urban multiculture in this context, the research employed a range of ethnographic techniques. Starting life as a traditional ethnography, the principle method was participant observation. As with other studies (Back 1994; Hall 2012; Nayak 2003) , participant observation provided access to the fabric of everyday life, and the malleability to respond to the issues important to young people located there (Willis and Trondman 2002) . This entailed spending two or three afternoons and evenings a week at the youth club over a period of two years. In term of analysis, the sonic, lyrical and visual dimensions of the video were explored, in relation to the performance, as systems of representation (Hall 1997) . The forms of meaning they conveyed were thematically interpreted in the context of the wider ethnography, and in relation to their sonic, lyrical and visual histories. That is, they were addressed as related collections of symbols in different mediums (Dicks et al. 4 I recognise that in hindsight closer attention to the intertwining of the virtual and physical, rather than a privileging of the physical, could have provided additional avenues of enquiry.
2005) that were performed in, and to make sense of, the socio-historical context of outer East London as connected to elsewhere.
Through these forms of reflexive practice and analysis, a multi-sited ethnography developed. This paper is testament to that approach. As the research moved to explore various trajectories, the physical geographies of young people were connected to other temporal and virtual sites (Marcus 1998) . In this context, the youth club and the young people acted as vehicles of travel and displacement as well as a site of fixity.
Together this approach, through far from tidy, provided insight into some of the messy, multiple and interrelated sites at which contemporary urban multiculture is made in outer East London (Alexander 2003) .
'They're looking at rappers', and other discourses on Kill all a
Dem
Having foregrounded the central premises, the rest of this paper analyses the discourses on, and performances of, nihilism that surrounded the release of the grime music video Kill all a Dem. As noted, it does so to gain insight into shifts in contemporary urban multiculture in outer East London. The analysis begins with a presentation of the video and discussion of its reception at Leyham Youth Club. This discussion pays particular attention to the discourses youth workers used to frame the Having arrived at the youth club via its partially functioning computer terminals, these various assessments of Kill all a Dem showed how racialised and classed discourses on nihilism were diasporic and situated, and how they were shifting and polysemic. In the context of neoliberal Newham, post-war discourses on nihilism were cited to make sense of middle-class concerns for failing 'aspirations' and working-class concerns for the erosion of community by consumer capitalism and global hip hop. In the context of super-diversity and global of hip hop, white bourgeois discourses on black youth culture were cited by a black and middle-class Ghanaian youth worker to explain the absence of whitened neoliberal progress, by a white and working class youth worker as evidence of working class decline, and by a black and British youth worker to address the dearth of alternative black utopias available to black and white young people.
While the youth workers' discourses on nihilism traced older assessments of black culture their framings of the videos as nihilistic corresponded to a local context that was constituted through global youth culture, neoliberal marginalisation, migration and ethnic diversity. The various narratives revealed the youth workers' differentiated position in this matrix and also their common locationality.
Performances of nihilism in Kill all a Dem
While illuminating shifting discourses on nihilism and urban multiculture, these responses to the video only told part of the story, and to more fully address the relationship between nihilism and multiculture, it was necessary to open up the analysis to other sites, and in particular to an interrogation of the performance itself.
Understanding the video as performance provided the possibility for thinking about the ways in which discourse and performance were constituted together, and in the absence of spoken assessments from young people, for exploring the grounded commentary the performance provided on everyday life.
The performance of Kill all a Dem told a revealing story of urban multiculture that was locally rooted and connected to elsewhere. As with its junglist and grime forbearers, the hanging instrumental, the haunting synthesised notes and the heart-beat drum could be heard as responses to the urban marginality, anti-sociability, surveillance and police harassment experienced by the young people (Beaumont- Thomas and Natty 2013; Reynolds 1998:354) . The vernacular, 'Crime pays so I gotta do it part time, make a hustle a wonder like Stevie', cited Motown and hip hop's commercialised pursuit of money to address alternative work strategies (informal earning and low-level criminality) historically taken up by marginalised young people in the area (Hobbs 1988 ). However, it was through territoriality that the performance of nihilism was most clearly articulated, and recalling Back's analysis of 'neighbourhood nationalism' (Back 1994) , it was through this means that shifts in outer East London urban multiculture could be best ascertained. Kill all a Dem is replete with references to US rap territoriality (Zuberi 2010) . The US 'hood is found in the producers' names 'Hustler and Ice' -a reference to Ice-T's Los Angeles based film, New Jack City. They are also communicated through the use of bandanas to signify territory: 'grey bandanas [mark] the territory'. These are used alongside the proliferation of physical landmarks -the tube station, park, roads, signposts, the disused railway line and the young people themselves -which draw attention to the post-code rivalry to which the performance of nihilism is directly addressed (see figures five and six).
These symbols make sense of territorial negotiations with their own racial and classed histories -specifically the rivalry between Leyham and southerly neighbour Millfield (an area of cheaper housing that has long-served as a landing spot for poorer migrants in the borough). This rivalry can be traced back to boundaries defined by industrial-era kinship networks, pubs and labour groupings (Downes 1966:201) , kept alive in contemporary Newham through tit-for-tat retaliations and incursions referred to as 'slipping'. These contemporary disputes were also racialised, and the performance of inter-post-code conflict was inseparable from the ways in which autochthonous In addition to communicating their diasporic formation, the comments used digital media shorthands to call into question the veracity of the young people's claim. They mocked their style as unconvincing and slated their musical ability. They ridiculed the physical capacity of the young men to carry out their virtual assertions, questioned their experience of real world confrontation and specified a physical location to settle the score (outside the local McDonnalds). 6 As the comments were posted, those associated with the video became worried about the physical fall-out of their pronouncement and the owner of the YouTube channel deleted the more aggressive retorts.
The numerous social contexts and times in which these responses could have been made, shifted a local rivalry with a particular history into a dialogue that was decontextualised and deterritorialised from its physical location. Routing the post-code through the Internet created a complex assemblage of possibilities for Upcoming Movement's nihilistic outing. The virtual had generated its own materiality and its uncertain possibilities became inseparable from the violence of the 'real' world (Odin 1997; Sharma 2013 ).
These racialised and territorial acts of nihilism, in their virtual and physical manifestations, could not be understood aside from the workings of neoliberal marginalisation in the area. As noted above, Newham's post-industrial period saw the decimation of social and labour structures followed by persistent unemployment and The sociable act of killing all a dem However, Kill all a Dem's virtual dialogue did not only call into question physical analyses of urban multiculture but also complicated the assessment of the video as racialised anti-sociability. In this sense, while the performance of nihilism was constituted in the neoliberal matrix it also exceeded it.
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At a mundane level, the uncertainties that sprang from the virtual dialogues revealed the protagonists discomfort with inter-post-code violence. Here the performance of nihilism was revealed as more a theatre of nihilism, than a faithful commitment to lived anti-sociability. This was instructive of the banality of violence that permeates neoliberal youth culture, its imbrication in everyday acts but also its dramaturgical qualities.
This ambivalent relationship with all-out anti-sociability was further supported by the release of a Behind the Scenes video that showed the 'making of' what became the act.
Using cuts from UK funky and Swiss Albanian, UK and US hip hop, which again attested to the global-diasporic phenomena of the performance, Behind the Scenes provided an upbeat soundtrack and colour video that departed from the grimy realism of its predecessor. The screenplay showed the everyday humanity of the protagonists behind the façade. It shows the front-people getting the verses wrong, young people smiling at each other, and winding each other up, and the producers practicing camera angles to generate the desired videographic effects. Rather than living in a permanent state of anti-sociability, Behind the Scenes showed that the nihilistic performance entailed near and far collaborations and rehearsals to achieve a convincing message.
Figure Eight: Still from 'Behind the Scenes' (Ice Films Entertainment et al. 2011b)
This commitment to collaboration focused attention on the performances underlying digital dialogues. In addition to being a theatre of nihilism, Kill all a Dem showed young people freestyling over Nocturnal's remix (2009) That is to say, Kill all a Dem's imagery was grounded in a low-tech, highly portable digital art that has collaboration as its organising ethics and aesthetics. At the same time as it communicated nihilism, it was evidence of the perseverance, and digital relocation of the urban paradox -the existence of intense collaboration alongside conflict (Back 1994) . The video's nihilistic communications were founded in openness and through syncretism. Its racialised anti-sociability was underwritten by a diasporic sociability mediated through cheap and ubiquitous digital technology.
Conclusion
This paper has shown how performances of, and discourses on, nihilism in outer East
London highlighted shifts in urban multiculture. An initial discussion revealed how discourses on nihilism operated over polysemic and shifting narratives of race and class in a context of neoliberalism, globalisation and ethnic diversity. Through the available and inexpensive turntables facilitated the borrowing, mixing and cutting together of different tracks into new pieces of music (Back 1994:191; Gilroy 2002 :285).
analyses of the video Kill all a Dem, it showed how the performance of nihilism drew attention to shifting racialised terrains in a marginalised and ethnically diverse location, and to how digital and virtual circuitries were entangled with the analogue and physical dimensions of the performance. It discussed how the performance of nihilism masked a landscape of racialised and classed marginalisation, connected to but distinct from its US interlocutors; and, how despite its aggressive theatre, it continued to operate through the ethics of sociability.
To end, it is important to note that these discursive and performative movements all necessitate the reinvigoration and reappraisal of urban multiculture. The shifts between black resistance against racism and white resistance against class alienationreliant on Marxian paradigms of resistance and hegemony, and relatively stable (although fluid) relations between race and culture -no longer hold as they once did.
Accounted for by two decades of additional citations, the terrains of analysis have shifted again. In the last twenty years, baggy jeans, hooded tops, break beats and urban vernaculars have become mainstream, even passé. In addition, contemporary
Newham does not fully pertain to prior post-colonial racial categories and accompanying aesthetics. This does not mean that 'black', 'white' and 'brown' are no longer powerful biopolitical signifiers or that class has ceased to matter; rather that multiculture in super-diverse outer East London has continued to slip its racialised and classed anchors, and continued to disrupt how we must understand its relationship to the body. It remains the case that 'culture is not a fixed and impermeable feature of social relations' and that its 'forms change, develop, combine and are dispersed into historical process' (Gilroy 1987:294) .
This paper has attended to the globalisation and commercialisation of formerly outlaw US urban culture, but also to the neoliberal racial and classed formations through which urban multiculture is constituted contemporaneously in outer East London.
These neoliberal formations are diasporic in that they draw attention to trajectories connecting US, UK, Jamaican and Swiss Albanian youth culture, but they are also contextually and temporally specific. The citation of British urban multiculture in this context pays attention to the historic development of neoliberal marginalisation and racialisation in particular UK locations. The performance of nihilism in this diasporic scenario tells a located story of anti-sociability, individualism and racialised neocommunitarianism as part of the tale of urban multiculture at this neoliberal moment.
Unlike prior studies, this is not only communicated in relation to the physical world, but also in relation to the virtual. The intertwining of physical and virtual acts extends the scope, speed and uncertainties of the diasporic encounter, which in turn reforms the relationship between multiculture and urban space. It is also in this diasporic scenario that we need to understand the shifting forms of sociability that underwrite the nihilism of the neoliberal moment. Building on what came before, the sociability of analogue multiculture finds new horizons in digital and virtual realms.
Returning to David Starkey, it is precisely in this way that nihilism in urban culture should be re-framed. Performances of nihilism in urban culture are not naive expressions of an anti-social black culture by a multi-ethnic population, or simply the conjoint manifestation of detached criminality by working-class consumerist youth.
Rather, in the context of outer East London, nihilism in urban multiculture (as discourse and performance) is constituted by, and constitutive of, the ironies and destructive conditions of neoliberal marginalisation, just as it is also the site at which syncretism and urban sociabilities are transformed at a time of global hip hop, virtual communication, digital technology and racial and class reformation.
